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The Millennium Project 
A celebration and discussion of twentieth<entury music and its cultural context 
Alea Ill, Boston University's renowned contemporary music ensemble, has under-
taken a comprehensive retrospective of the music and culture of the twentieth cen-
tury . Currently in its third year, this ambitious project will bring scholars and musi-
cians together annually until the year 2000 to consider and enjoy the music of each 
successive decade of the century. Yearly symposia will attract historians, writers, 
visual artists , musicologists, composers , performers , and listeners to examine the 
contributing role of music in each decade and its reflections of the ambient culture . 
Concert programs of Alea Ill will feature composers of the designated decade, per-
forming works by significant composers throughout each concert season. 
Symposia speakers will offer historical, social, and political perspectives on 
the forces of the decade and their influence on subsequent decades . By exploring 
the century gradually, by defined time periods, the Millennium Project offers the 
opportunity to develop a continuing perspective ove r the ten-year timespan . A con-
tinuous thread is the significance of time as a delineator of the human experience . 
Musicians - as well as writers , intellectuals , politicians, and philosophers - experi-
ence a sense of momentum and change merely because they live and work at mea-
suring points of time : decades , centuries , millennia. 
Alea Ill 
Alea Ill is the contemporary music ensemble in residence at Boston University , a 
group devoted to promoting, playing, and teaching music of the twentieth century . 
Founded in 1978, Alea Ill is the third such group organized by music director, 
Theodore Antoniou. The ensemble is consistent with the music it embraces - flex-
ible in size, open to experiment and exploration. Over the years, Alea Ill has offered 
world-premiere opportunities for dozens of contemporary composers , often under 
the composer's direction , and with extended program notes or comments . The 
group has performed over 550 works by more than 380 composers -most of 
them living. Alea Ill has exposed this music to international audiences through many 
European tours , including the 1992 inaugural concert of the new Performing Arts 
Center in Athens , Greece . With Alea's inspiration, dozens of contemporary groups 
have been formed in Boston and abroad, offering growing opportunities to young 
composers and musicians to play and comprehend contemporary music. 
The Millennium Project 
6:00 P.M. The Tsai Performance Center 
organized and moderated by 
Keith Botsford 
Publisher and Editor, Bostonia Magazine 
Professor of Journalism, Boston University 
Correspondent, The Independent, London 
Symposium Spea kers 
Joseph Ablow 
Professor of Art, Boston University 
Painter 
James Johnson 
Assistant Professor of History , Boston University 
Pianist 
Steven Ledbetter 
Musicologist 
Program Annotator , Boston Symphony Orchestra 
Immediately following the symposium, there will be a reception 
in the Tsai Performance Center lobby to which all members of the 
audience are cordially invited. 
The Millennium concert will be held at 8 p.m. 
in the Tsai Performance Center. 
L 
Keith Botsford 
Publisher and Editor , Bostonio Magazine 
Professor of Journalism , Boston University 
Correspondent, The Independent, London 
Keith Botsford , Alea Ill's chairman , wr ites frequently on music for record compa-
nies, as well as for magazines and newspapers , and thinks of himself, in his own 
words , as an "adequate amateur composer " with a few small commissions to his 
credit. The son and grandson of musicians (his grandmother Florence Hudson 
Botsford was a pioneer ing folk song collector) , he received his musical education 
in New Haven and New York, where he studied theory and composition at the 
Manhattan School of Music. 
As a writer , he has published a numbe r of novels (under his own name 
and pseudonymously) and works of nonfiction . A practicing journalist for over 
three decades , for the past eighteen years he has been a correspondent for the 
London Sunday Dmes, and since its founding, for The Independent. He is a 
Professor of Journa lism at Boston University and Publisher and Editor-In-Chief of 
Bostonia Magazine. 
Joseph Ablow 
Professor of Art, Boston Univers ity 
Painter 
Joseph Ablow first came to Boston University in 1963, serv ing as the Chairman 
of the Division of Art from 1964 unt il 1967. He has held his present position as 
Professo r of Art since 1972. A 1958 Fullbright grant recip ient in painting, Ablow 
has lectured extensively nationwide and has previously taught at the 
Massachusetts Institute of Technology , Wellesley College , Bard College , and 
Middlebury College . Professor Ablow's pieces are included in collections at the 
Rose Art Museum (Brande is University ) and the DeCordova and Dana Museum, 
as well as in other university and pr ivate collections . His works have been shown 
in one-man exhibitions throughout Boston and New England, most recently at 
the Pucker/Safrai Gallery in Boston , and he has part icipated in numerous invita-
t ion exhibitions at such places as the DeCordova and Dana Museum, the 
American Academy and lnsitute of Arts and Letters , the Mitchell Museum 
(Illinois), and the Art Institute of Chicago. Mr. Ablow 's articles have appeared in 
the New Boston Review and in Bostonia Magazine where he worked as a contribut-
ing editor from 1986 through 1989. He is currently preparing a book, Pictorial 
Practices: The Ways and Means of Painting, and for a new show at the Pucker/Safrai 
Gallery open ing in early 1994. Professor Ablow holds a Diploma from the School 
of the Museum of Fine Arts , a Bachelor of Arts degree from Bennington College , 
and a Master of Arts from Harvard Univers ity. He completed advanced studies in 
painting with Oskar Kokoschka , Ben Shahn, and Karl Zerbe , and in design with 
Gyorgy Kepes . 
James Johnson 
Assistant Professor of History, Boston Univers ity 
Pianist 
A teacher of modern European intellectual history , James Johnson is an active 
lecturer/performer who has spoken at symposia and conferences on a wide range 
of top ics explor ing the relat ionsh ip between music and the political, religious, and 
cultural climate of its time . A 1985 Fullbright grant recipient, Mr. Johnson was 
awarded Boston University 's 1991 Kahn award for final research on his forth-
coming book , A Cultural History of Listening. Musical Experience in Paris from the Old 
Regime to Romanticism. His art icles have appeared in such publications as the 
journal of Modern History, Nineteenth Century Music, Eighteenth-Century Life, and 
Musica judaica, and he has contributed reviews to the journal of Musicological 
Research, Music and Letters, and the Times Literary Supplement of London. 
Professor Johnson holds a Bachelor of Arts degree from the University of 
Oklahoma , and a Master of Arts and Ph.D. from the University of Chicago. 
Steven Ledbetter 
Musicologist 
Program Annotator , Boston Symphony O rchestra 
Steven Ledbetter is familiar to Boston audiences as the award-winning program 
annotato r for the Boston Symphony. In 1991, Mr. Ledbetter was awarded the 
ASCAP/Deems Taylor Award for distinguished writing about music, for his work 
with the orchestra . As a musicologist, Mr. Ledbetter is a leading author ity on the 
life and music of the sixteenth -century madrigalist Luca Marenzio and is co-editor 
of the composer 's secular works . He is also a specialist on the operettas of 
Gilbert & Sullivan, and is the General Editor of the ir complete repertoire . His 
work in the field of American music has concentrated on Boston composers, 
part icularly those wr iting at the turn of the century , including George Chadwick 
(Director of New England Conservatory from 1897 through 1931) whose works 
he has catalogued . He has produced recordings for Northeastern Recordings of 
chamber music by Boston composers Paine, Foote , and Beech, as well as three 
compact discs containing Chadwick 's complete chamber works . He is overseeing 
the publishing of Chadwick's Fourth String Quartet and is compiling the compos-
er's memoirs . In addition to these projects , Mr. Ledbetter is currently writing a 
book about the repertory of great works for chorus and orchestra for 
Northeastern University Press . Mr. Ledbetter has taught at Dartmouth College, 
New York University, and Brooklyn College . He holds a Bachelor of Arts degree 
from Pomona College and a Ph.D. from New York University. 
The Millennium Concert 
8:00 P.M. The Tsai Performance Center 
Program 
Toccata (1921) FERRUCCIO BUSONI (1866-1924) 
Thomas Stumpf, piano 
Sonata for Solo Violin ( 1925) NIKOS SKALKOTT AS ( 1904-1949) 
Chung-Mei Chang, violin 
V ' V 
Concert i no for Piano ( 1925) LEOS JANACEK (1854-1928) 
I. Moderate , II. Piu Mosso. Ill. Con Moto , IV. Allegro 
Thomas Stumpf , piano 
Intermission 
A Surprise 
Ludions ( 1925) ERIK SATIE ( 1866-1925) 
Air du Rat, Spleen, La Grenouil le americaine, Air du Poete, Chanson du Chat 
Maria Tegzes, soprano 
Geoffrey Burleson , piano 
Ballet Mecanique ( 1923/ 1924) GEORGE ANTHEIL (1900-1959) 
Boston University Percussion Ensemble 
Thomas Gauger, director 
This series is funded in part by the Massachusetts Cultural Council , a state agency 
whose funds are recommended by the governor and appropriated by the state leg-
islature; the Massachusetts Arts Lottery, as administered by the Boston Arts 
Lottery Council ; the Greek Ministry of Culture ; the Music Performance Trus 
Fund; and Boston University . 
The U.S. record ing companies furnish funds in whole or in part for this perfor-
mance through the Music Performance Trust Funds, as arranged by the Boston 
Musicians' Association, Local 9-353 , American Federation of Musicians. 
Theodore Antoniou 
Theodore Anton iou studied violin, voice , and compos ition at the National 
Conservatory in Athens , with further studies in conducting and composition at 
the Hochschule fur Musil<, Munich, and at the Internat ional Music Courses , 
Darmstadt. After holding teaching positions at Stanford University, the University 
of Utah, and the University of the Arts in Philadelphia, he came to Boston 
University in 1979 as a professor of composition and as an ardent proponent of 
new music. His efforts have placed the University at the forefront of contempo-
rary music internationally . 
Mr. Antoniou has published over I 00 works , many of which were com-
missioned by major orchestras around the world . In addition , he has also written 
over I 00 works for film and theater . He has received many awards and prizes , 
including National Endowment for the Arts Fellowship grants and the Richard 
Strauss Prize, as well as comm issions from the Fromm , Guggenheim , and 
Koussevitsky Foundations , and from the city of Munich for the 1972 Olympic 
Games . Mr. Anton iou has been recognized with ASCAP awards for the last three 
years and, in 1991, was awarded the Metcalf Award for Excellence in Teaching by 
Boston Univers ity. He is very active in his native country, Greece , where he has 
been president of the National Composers ' Association since 1989. 
Theodore Antoniou has conducted major orchestras throughout the 
world , including the Boston Symphony Orchestra , the Radio Orchestras of Berlin 
and Paris, the Bavarian Radio O rchestra , the Tonhalle Orchestra (Zurich), the 
Nat ional Opera of Greece, and the Berkshire Music Center Orchestra , and he is 
widely applauded for his organizational efforts to promote contemporary music. 
In 1974, he became the Assistant Director of Contemporary Activities at 
Tanglewood's Berkshire Music Center , a position he held until 1985. Mr. 
Anton iou is the founder of many new mus ic groups , such as: ALEA 11, ALEA Ill, 
the Philadelphia New Music Group, and the Hellenique Group of Contemporary 
Music. He is the director of the ALEA Ill (Boston) and Olympia (Athens) 
International Composition Competitions . Mr. Antoniou 's music is published by 
Barenreiter Verlag (Germany ) and Gunmar Music (USA). 
It is impossib le to encapsulate the contr ibutions of Theodore Antoniou to 
new music and modern musicians. His energy and attention are comprehensive, 
offering opportunities for the composer to be heard , for the singer and instru-
mentalist to play and develop new skills, and for the listener to hear , rehear, con-
sider , and comprehend . As he defines his efforts , "We encourage and discover 
new works for our century . We love these works and try to transfer this love to 
the listener ." 
"i 
I 
Thomas Stumpf 
Thomas Stumpf, pianist, received his degrees in piano performance from the 
Mozarteum in Salzb urg, Austria, and the New England Conservatory of Music in 
Boston . He won concerto competitions at both institutions and was awarded the 
Bosendorfer Prize (Vienna, 1970) and the Lilli Lehmann Medal (Salzburg, 1972). 
He has performed with soprano Rita Streich, soprano Edith Mathis, clarinettist 
Richard Stoltzman, violist Walter Trampler , and saxophonist Kenneth Radnofsky. 
He has also appeared with the Hong Kong Philharmonic , the Boston Pops 
Orchestra , the Lyric Arts Ensemble , and numerous other groups . 
Mr. Stumpf's reperto ire ranges from Bach to the avant-garde. He has pre-
miered many compositions by contemporary American composers, including 
those written especially for him by William Thomas McKinley, Patrick Littlefield, 
Thomas Oboe Lee, Stephen Reich, William Moylan, and Robert Ceely . 
Thomas Stumpf also has a distinguished career as a piano teacher and lec-
turer. From 1979 to 1984, he taught at New England Conservatory , and from 
1984 until 1990 he taught at the Univers ity of Massachusetts at Lowell where he 
was head of the piano department. He is currently Associate Professor and 
Chairman of the Collaborat ive Piano department at Boston University . 
Maria Tegzes 
Soprano Maria Tegzes has performed with Boston Musica Viva, the Princeton 
Ensemble (Princeton Univers ity), and ACCESS Chamber Ensemble of New York 
City. She has received critical acclaim in the U.S. and in Europe for her interpre-
tat ions of contemporary music, as well as opera . New York City appearances 
include performances at We ill and Merlin Halls, Town Hall, and the Miller 
Theatre . Tegzes has recorded on NEUMA compact discs, including a soon -to-be 
released disc of cabaret music recorded in collaboration with pianist Geoffrey 
Burleson , entitled be not the slave of words and featuring works of Hanns Eisler. 
Geoffrey Burleson 
Geoffrey Burleson is a pianist of a vast scope of solo and chamber repertoire 
who is especially committed to playing and promot ing music of the twentieth 
century . For four seasons , he has performed in Boston and Greece as the princi-
pal pianist with Alea Ill. Mr. Burleson has also appeared with B.S.O , concertmas-
ter Malcolm Lowe, the Griffin Ensemble, NuClassix , the Princeton Ensemble, and 
at the Nantucket Piano Festival. His New York appearances include Merkin Hall, 
Carnegie Recital Hall, the Miller Theatre , and Symphony Space. Mr. Burleson has 
premiered works by Morton Subotnick and Vivian Fine and was winner of the 
Silver Medal in the 1985 International Piano Recording Competition . Mr. 
Burleson is Assistant Professor of Music at the College of the Holy Cross 
(Worcester, MA) and has performed and taught at festivals in France and 
Switzerland . He has recorded for National Public Radio and Neuma Compact 
Disc. 
Chung-Mei Chang 
Violinist Chung-Me i Chang is currently enrolled in the doctoral program at 
Boston Univers ity where she is a student of Peter Zazofsky . She has attended the 
Tanglewood Music Center and the Ferienkurse fiir Neue Musik (Darmstadt) , 
where she was recipient of the Stipendienpreis. She has recently participated in 
the first Music by the Red Sea with Lorin Maazel in Israel and performs regularly 
with severa l Boston-based ensembles , including ALEA 111, the Cantata Singers, and 
Harvard Chamber O rchestra. Originally from Taiwan , Ms. Chang grew up in 
Brazil, where she received her Bachelor of Music degree from Sao Paulo State 
Univers ity. She holds a Master of Music degree from Boston University . 
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Jean DeMart, flute 
David Martins , clarinet 
Ronald Haroutunian , bassoon 
Ellen Michaud-Martins, French horn 
Thomas Stumpf, piano 
Geoffrey Burleson , piano 
Chien Chou, piano 
Stacy Kwak, piano 
Shu-Hui Chen , piano 
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The decade 1920-1930 probably bears as great and contradictory a burden of 
musical directions as any in the history of music. A certain high seriousness 
invested the first two decades of the century, and the founding fathers of the kind 
of music which still remains the music of our time had all produced their major 
works, while the symphonic tradition which had culminated in Brahms was still 
very much alive. 
But a war had intervened, and neither the emerging artists of the period nor their 
public was in much of a mood for sobriety. Experiment was the order of the day. 
It was a period of the diffusion of serial music; of the application of surrealism and 
Dada to music, of Futurist painters and mechanical applications of that construc-
tivist ethic to music. The very language of music was under attack. In Russia and 
in Czechoslovakia, particularly, the musical scale was subdivided into quarter-
tones and eighth-tones. It was a time, also, of the stunning influence of jazz music, 
of exotic musics of all kinds. 
That accounts for the idio~yncratic nature of tonight's delightful program, which 
could have included a dozen other composers, equally active and equally success-
ful with their audience. The choice Theodore Antoniou has made is a brave one. 
It includes two major works by composers who are already old men (though not 
spent forces) -Janacek and Busoni - and by one man who is a sort of mysteri-
ous godfather to the whole of modern music - Erik Satie, represented here by 
one of his last and least-known works. By contrast, it offers the one piece by 
which the great hope of the twenties, George Antheil, is still known: -an epitaph 
on a career that never really happened, but nonetheless a fascinating expression 
of the mystique of the mechanical with which the twenties was obsessed - and 
the first serious work of a composer, Nikos Skalkottas, whose all-too-brief career 
and considerable output was not really perceived at all until after the Second 
World War. 
Ferruccio Busoni: Toccata, ( 1921) 
Busoni wrote to his friend Philipp Jarnach that the Toccata arose from 
"anguish and unstable emotions." The nightmare of the Great War was fresh in 
Busoni's mind as he began work on the Toccata - he was sickened at the thought 
of his German and Italian students "sticking bayonets into each other's guts" -
and the illness and exhaustion that would mark his final years were now exacting 
their costs. Busoni's lifelong artistic struggle to forge a new, enduring language of 
expression assumed particular urgency with the war. If the impulse was similar in 
Dadaism, which responded to the absurdities of the wartime press by advancing 
its own language of nonsense, the result for Busoni, discernable in the Toccata, 
was altogether more dark. "I wish for the Unknown!" Busoni wrote in his Outline 
of a New Aesthetic of Music: "What I already know is limitless; I want to go still fur-
ther . .. " Busoni's New Aesthetic announces the same Nietzschean spirit of mak-
ing rather than obeying laws that pervades the work of so many other artists and 
writers of the period, though he is careful to say that breaking with tradition for 
its own sake can never masquerade as creativity - a distinction not all mod-
ernists recognized in the iconoclasm surrounding the war. Busoni claimed a lin-
eage that ran through Palestrina. Mozart and Berlioz, and the music of J.S. Bach 
remained the lodestar throughout his career. 
The monumental force of Busoni's will is evident in the Toccata. Completed 
in 1920, it was one of his last works for the piano. Busoni wrote the piece while 
struggling to finish his opera Doktor Faust, and the epigraph at the top of the score 
- "Not without struggle is the goal achieved" - must refer in part to that all-
consuming project, which would remain unfinished at Busoni's death. But the 
phrase surely points as well to the sheer physical demands of the piece. The form, 
most fully exploited by keyboard composers of the Baroque period, is especially 
suited to display the technique of the performer with its episodic and even impro-
visatory nature. Busoni's Toccata has three large sections - a virtuosic Prelude, a 
Fantasia and a Chaconne - of which the latter two comprise smaller sections of 
varying moods. The work is dense and often brooding, despite moments of shin-
ing tranquility contained in Fantasia. The Chaconne is dominated by the same 
rhythmic structure that underlies Bach's familiar Chaconne for unaccompanied 
violin, although its tortuous harmonies and doubled tempo make the reference 
virtually unrecognizable. The piece ends with a brief and chaotic stretto, followed 
by triumphant major chords that are quickly swallowed up by its final, desperate 
sonorities. 
-J.H.J. 
Nikos Skalkottas: Sonata for Unaccompanied Violin, ( 1925) 
Even by the ordinary standards that govern artistic oblivion, Skalkottas is a 
fairly extreme case. He wrote a known total of some seventy works - the 
majority of them in the last decade-and-a-half of his brief life -yet apart from his 
Greek Dances, or at least some of them, his music languishes in the memory hole 
of those who came along at the wrong time or in the wrong place. Indeed, much 
of his early work (that is, written prior to his departure from Berlin, where he 
mainly studied - including a three-year stint with Schonberg - and wrote 
between 1921 and 1933) is lost: left behind, along with the rest of his possessions. 
Of course, he has an assured place in history as one of the handful of Greek com-
posers with an international reputation, but to date he has attracted little musico-
logical attention. There is, for instance, no biography, just a single dissertation. 
This, given the freshness and inventiveness of the work I've heard, which 
has rarely disappointed, is something of an anomaly, but then Skalkottas himself is 
an anomaly. Born on the first day of Spring in 1904, he was brought to Athens at 
the age of two, began the violin at five and entered the Conservatory when he 
was ten, graduating when he was sixteen. By all accounts a man of a lively and 
affectionate disposition, he seems to have suffered from an internal crisis ( one 
which coincided with the German national crisis in 1933), much of it due to the 
parlous financial conditions under which he worked, to which must be added a 
reported unhappy love affair and doubts about his own musical worth. Apart from 
three years of generous support from a wealthy patron, Skalkottas' professional 
life was exceedingly drab: in Berlin he earned a meagre living as a cinema, or cafe, 
musician, and when he returned to Athens, spent his remaining years as a back 
desk violinist, condemned to compose only in great haste, and late at night, dying 
at the age of forty-five of a neglected strangulated hernia. 
Much of his music can be related directly to the two major musical strands 
in his life: the rich and vital popular music of Greece and the highly cerebral 
abstraction of serial music. But what is interesting about Skalkottas is that he 
belonged to neither camp. Isolated in Athens (which for the last decade of his life 
was menaced either by the Germans or by the civil war which ensued on libera-
tion), he followed his own musical instincts, which included: an eclectic ear, a 
remarkable understanding of instrumental (especially string) possibilities, a very 
strong sense of rhythm, a love of complex and "strict", often classical, structures 
and a tendency to extend both motifs and forms at every possible opportunity. 
The Sonata is in four movements - Allegro furioso, Adagietto, Allegro rit-
mato, and Adagio-Allegro molto moderato-Adagio - and is characteristic of his 
earliest writings in its economy and high spirits. It is not folklore-oriented, but 
rather exploits the violin in a Bach-like spirit. The formal thematic scheme is one 
of a whole-note descending scale based on two whole-note tetrachords. It is 
technically very demanding and shows that Skalkottas himself must have been a 
fine violinist: too fine to be confined to the back benches. 
-K.B. 
Leos Janacek: Concerti no for Piano ( 1925) 
It probably bears repeating that Janacek is a wonderful instance of late flow-
ering: late flowering in his own work; late flowering in public esteem. Equally clear, 
and for the same reason, is the difficulty in placing Janacek in the context of this 
century. At the time when this concertino was written, in the mid-twenties, the 
composer was seventy, the musical scene was dominated by many of the major 
figures of the twentieth century- Stravinsky, Bart6k, Schonberg - and the 
musical world of the nineteenth century, to which Janacek (like Sibelius or 
Rachmaninoff) most truly belonged, was a thing of the past. 
The very year in which this Concertina was written, the composer went to 
Venice for the festival of contemporary music: his first Quartet was up against 
Stravinsky's Piano Sonata, Hindemith's Kammermusik No.2, Ravel's Tzigane, and 
works by Roussel, Honegger, Faure, Szymanowski, Vaughan Williams, Malipiero, 
lbert .... AII of them internationally performed, part of the circuit. In that world, 
Janacek was an unknown. 
Indeed, it is worth asking what space will be accorded in the future to that 
rich last outpouring of truly 'symphonic' (in the sense of a 'harmony of sounds') 
music. It is an awkward question, and of those three (to whom one could readily 
add a Vaughan Williams or a Nielsen), Janacek poses it just at the crux. The 
"majors" - Stravinsky, Bart6k, Schonberg - invent new musical languages. The 
symphonists didn't. All three were powerfully 'national' composers, though no 
more so than Bart6k or Stravinsky; all three had strong, individual voices; but two 
of them had major international audiences, supported by sympathetic conductors 
and recording companies all over the world. 
The case with Janacek is that he was also highly eccentric. In tonight's pro-
gram, he probably fits in best with the least likely candidate for a twentieth-centu-
ry 'voice', Erik Satie, for both men carried a musical memory into our own times 
and expanded the range of the nineteenth century into twentieth century music. 
And both, significantly (not unlike Skalkottas) were neglected in their own life-
times: because though they had their moments of celebrity and scandal, they were 
also not trendy, not theoretical, not members of any school. 
When I was young, and a musician, Janacek was not mentioned. If I knew 
anything of Czech music, it was the music of Bohuslav Martinu that I knew (and 
much enjoyed.) That pure line of Czech music went as far as Dvorak and then 
seemed to have died. Then, after the war, some time after the war, one began to 
hear of Janacek's operas: of Jenufa and Katya Kabanova. The Glagolithic Mass was 
recorded and became, with its vast brass sonorities and its odd modal harmonies, 
an immediate hit: a sort of mediaevalizing Czech version of Kodaly's Hary Janos, a 
striking advance on Richard Strauss's Ti/ Eulenspiegl. (Had Satie's Messe des Pauvres 
been orchestrated so sumptuously, would Satie, too, have become a hit? Before 
his Gym~opedie formed the soundtrack for a film?} And the Mass, too, belongs to 
Janacek's old age. A period in which, as the composer wrote: 
... a new vein is beginning to grow in my work ... a new jet from my soul, 
which has made its peace with the rest of the world and seeks only to be 
nearest to the simple Czech man. 
Indeed, it wasn't until I was in Berlin with Claudio Abbado, recording that 
extraordinary, intimate and compelling set of twenty-three songs, The Diary of 
One who Vanished ( 1917}, that I understood the full magic of Janacek's music, one 
that depends on intimacy, drama, the erotic, that deploys a truly original sound-
world with the most extraordinary intensity. concentration and economy. 
The Concertina derives from that sound world , and is part of the celebra-
tion of the composer's coming into a world in which his music, at last, is actually 
heard. By 1922, Jenufa had made its way to Berlin, so had the Diary, both tri-
umphandy: so much so that the New York Times' Olin Downes was compelled to 
visit him and write about him at length. 1924 marked his seventieth birthday; 
appropriately, he got an honorary degree, thereafter, with stubborn, peasant 
pride, signing himself Ph.D. That year came the stardingly fresh Sextet, a look back 
to his youth, and so designated. The Concertina followed within months, and it 
was probably, in origin, a suite to be called "Spring". As the composer wrote: 
.. .I have composed a piano concerto, Spring. In it there are a cricket, 
midges, a roe-deer, a stream - and a man. 
But no one should listen to this as program music. It is solidly based on 
musical ideas that are characteristic of the composer, and widely deployed by, for 
instance, Debussy: a minor scale with a raised fourth (the work opens on G,A, B 
Flat, C Sharp), and the whole tone scale, with progressions consisting of four or 
five overlaid fourths. The instrumentation, too, is part of the language of the time, 
the chamber ensemble being strongly reminiscent of Hindemith's Kammermusik. 
The Concertina, says Jaroslav Vogel, who knew the composer well, is 
... a true piano concerto ... which differs from the absolute music of e.g. 
Hindemith's concertos, by being admittedly programmatic, and also by the 
strictly applied theory of linking individual themes with individual instru-
ments. 
The opening movement, begins with a moderato in which the theme is out-
lined by the piano and echoed by the horn, that horn echo forming the thematic 
basis for the ensuing allegro, which in turn is developed into a jagged waltz in 6/4. 
The second movement, scherzando, starts with a strongly rhythmical 6/8 theme 
oudined by the piano and then combined with a new theme given to the E Flat 
clarinet. The third is a march with a lyrical mid-section, and the fourth is an 
extended piano cadenza in which a powerful descending theme is opposed by an 
energetic counter-theme and apowerful, mocking gallop. The first counter-theme 
forms the basis of a quieter middle section, and the work ends, after a solo 
cadenza with a powerful climax based on the rhythmic pattern established by the 
counter-theme. 
-K.B. 
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Eric Satie: Ludions, ( 1923) 
The five litde gems that make up Ludions crystallize the Satie's lifelong 
esthetic of serious whimsy. They are at once accessible and eccentric, with 
melodies that have the tang of the unfamiliar without ever slipping into atonality 
and texts that pile pun upon pun, and language upon language, including an 'r'-less 
Amewican. Ludions is set to texts by Leon-Paul Fargue, an avant-garde poet whose 
close friends included Alfred Jarry and Paul Valery. Fargue could be described as 
an established Bohemian poet; he was as chic as he was poor. For a time Satie, 
Fargue and a band of their friends who called themselves "Potassons" (after 
Fargue's fat cat, dedicatee of the last Ludion) gathered for readings in a bookstore 
near the Odeon, though the circle broke up when Satie failed to mention Fargue 
as the author of the words at the 1923 premiere of Ludions at Comte Etienne de 
Beaumont's masked ball. The two went on to become famous enemies. Among 
others mentioned in the language-game poems, full of Africanisms, is Jean de 
Tinon, who had a famous run-in with Proust's friend Robert de Montesquiou. 
These songs are the soul of economy, as pure as a Cocteau sketch and with 
a simplicity to defy both the Wagnerians and the Impressionists. We get a glimpse 
of why Gertrude Stein likened Satie's music to Cubism in the piquant angularity of 
the "Air du Rat": the first half of the song is the reiteration of a quirky four-note 
melody with the order of the notes slightly altered each time it is sung. "Spleen" 
sounds serious with its climactic ending about the Cabaret of Nothingness, but 
given Satie's anti-Romanticism we wonder just how seriously to take its serious-
ness. "La Grenouille americaine" has the most popular feel of the set with an 
accompaniment that alternates between a Sousa march and a vaudeville vamp; 
Satie's cabaret piano creeps into the mood of the song, and an imaginative listener 
might even catch echoes of the Tin-Pan Alley tunes that were all the rage in Paris 
of the 'twenties. At least half the fun of the last two songs lies in their untranslat-
able word-plays, rendered solemnly in the "Air du Poete" and with high spirits in 
the "Chanson du Chat". Satie claimed that he came into the world very young in 
a very old time, though his odd ways - the small apartment piled high with 
canes, hats, newspapers and scores, the daily twelve-mile walk to Paris and back, 
his Rosicrucianism, his surrealism, the multicolored calligraphy he spent hours 
perfecting, the Cubist costumes in his stage works - do nothing to help us figure 
out if by that he meant he was medieval or ultra modern. Ludions has that same 
unpredictability, cast in Satie's characteristic humor, which always succeeds in con-
vincing us momentarily that there was really nothing at all eccentric about him. 
-J.H.J. 
Ludions (Bottle-Imps) - Erik Satie (Poems by Leon-Paul Fargue) 
1. Air du Rat Tranquille 
Abi Abirounere 
Qui que tu n'etais don? 
Une blanche monere 
Un joli goulifon 
Un oeil a son pepere 
Un joli goulifon 
2. Spleen 
Dans un vieux square 
Ou !'ocean 
Du mauvais temps met son seant 
Sur un bane triste aux yeux de pluie 
C'est d'une blonde 
Rosse et gironde 
Que tu t'ennuies 
Dans ce cabaret du Neant 
Qu'est notre vie? 
3. La Grenouille americaine 
Mouvement de marche 
La gouenouille ameouicaine 
Me regarde par dessus 
Ses besicles de futaine 
Ses yeux sent des grogs massus 
Depourvus de joli taine 
Je pense a Casadesus 
Qui n'a pas fait de musique 
Sur cette scene d'amour 
Dont le parfum nostalgique 
Sort d'une boite d' Armour. 
Argus de table, tu gardes 
L'ame du crapaud Vainglor, 
0 bouillon qui me regardes 
Avec tes lunettes d'or ... 
1. Air of the Rat 
Abi Abirounere 
Who were you after all? 
A white monere 
A pretty little glutton 
An eye like an old geezer 
A pretty little glutton 
2. Spleen (Melancholy) 
In an old square 
where the ocean 
Of bad weather puts its bottom 
On a sad bench with rainy eyes 
It's for an ornery and well-stacked 
blonde 
That you remain depressed 
in this Cabaret of Nothingness. 
That is our life? 
3. The American Frog 
The Amewican fwog 
looks at me from above 
His fustian goggles 
His eyes are bludgeoned grogs 
Deprived of pretty brilliance 
I think of Casadeus 
Who has performed no music 
On this love scene 
Whose nostalgic fragrance 
Comes out of an Armour box. 
Argus of the table you retain 
The soul of the toad Vainglor. 
Oh bouillon which looks at me 
With your golden spectacles ... 
4. Air du Poete Grave 
Au pays de Papouasie 
J'ai caresse la Pouasie 
La grace que je vous souhaite 
C'est de n'etre pas Papouete. 
5. Chanson du Chat Gaiement 
II est une bebete 
Tili petit n'enfant 
Tirelan 
C'est une byronette 
La baste a son moman 
Tirelan 
Le peu Ti nan faon 
c'est un ti blan-blanc 
Un petit Potasson 
C'est mon goret 
c'est mon pour~on 
mon petit potasson 
II saut' sur la fenetre 
Et groume du mouseau 
Tirelo 
Pasqu'il voit sur la crate 
S'decouper les oiseaux 
Tirelo 
Le petit n'en faut 
C'est un ti blo-blo 
Un petit Pota~ao 
C'est mon goret 
C'est mon pourceau 
mon petit potasseau. 
George Antheil : Ballet mecanique ( 1923/4) 
4. Air of the Poet 
In the country of Papouasia 
I caressed Pouasia 
The blessing that I hope for you 
Is not to be Papouet. 
5. Song of the Cat 
There is a silly little thing 
La, Ii, little child 
Tirelan 
He's a little bit of Byron 
The beast of his brattish mom. 
Tirelan 
The little fawn-child. 
He's a little white one 
A little Potasson. 
He's my little urchin, 
My little pig 
My little potasson 
He jumps to the window 
And grooms his snout 
Tirelo 
Because he sees on the crest 
the birds standing out 
Tirelo 
The little child 
He's a little blo-blo 
A little pota~ao 
He's my little urchin 
My little pig 
My little potasseau. 
George Antheil is in many ways a sad case. Born with the century, in 
Trenton, New Jersey , he had all of the gifts necessary to become a major compos-
er. He had vivacity, charisma, a solid musical education, a virtuosic capacity at the 
keyboard, and a raft of friends who swore by him - as he did by himself. He was 
in his day what in boxing became known as "the great white hope": that is, the 
man who could turn the energy of America, its musical traditions - and especial-
ly jazz - into an integral part of the classical repertory. 
Perhaps because he was naif in the extreme, perhaps because he was more 
sanguine than thorough, perhaps because he was deluded, and most probably 
because he became one of this century 's earliest victims of what we know now as 
hype, he failed to capitalize on his promise. He studied composition and theory 
with Constantin von Sternberg, and later had private lessons with Ernst Bloch, 
but his innovatory attempt to introduce jazz elements into symphonic form (in his 
1922 First Symphony) was largely forgotten after George Gershwin's triumphs . 
That work had been premiered in Berlin, and marked Antheil's shift from the 
piano to composition. 
In 1923, he moved from Germany to Paris, having in the meantime accumu-
lated a fair body of works for the piano, all of them vigorously mechanistic in 
nature . Being very much a child of the times, and still very young - as well as 
exceedingly ambitious - Antheil was much taken up as an emblem of Speed, of 
Freedom, of a New Breed of Man. Romanticism and its musical conventions, emo-
tion and melody, were abandoned. The result was a concert, in October 1923, at 
the Theatre des Champs-Elysees, that was by all accounts a great scandal. Again, 
by the standards of the time - not so very unlike our own - this was, to him, a 
sign of success. And indeed, the riot during his performance only consecrated him 
as Rebel. Joyce, Yeats, Picasso, Ezra Pound and Satie all took him up. He was the 
Future. 
The Ballet mecanique began as a joint project with the artist Fernand Leger 
and the film-maker Dudley Murphy, and was to be the first Gesamtk.unstwerk, or 
"total" work of art to incorporate both painting and the new medium of the film. 
The score was devised for sixteen player pianos to be controlled by a single 
switchboard, When the pianos could not be synchronized, in the laconic words of 
the Grove Dictionary, "the film and the music became autonomous works." In 
short, separated at birth. The truth is that Antheil had invested too much of his 
energy and invention in a single work. It was moderately successful in Paris, a 
place where the dernier cri is always much appreciated, in 1926, but the subse-
quent performance in New York's Carnegie Hall was a flop. It was presented as a 
sort of circus performance and so hyped that it was bound to fail. As was Antheil. 
He continued to compose, but no longer shocked, nor pleased, and died in New 
York in 1959 remembered only as the enfant terrible who had composed one 
work that really never caught on. 
The work remains a curiosity, like many of the experiments of the period, a 
reminder that while the language of music does need constant reinventing, it can-
not for too long stray from the ears of those whom it is designed to please and 
entertain. Audiences will always have the last word. The moral is that those who ~ 
live by hype shall perish by hype. 
-K.B . 
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